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Abstract 


Hungary, and especially its capital, Budapest, is famous for its vast number of public 
artworks. Unlike their impressive quantity and diversity, their representation techniques 
are rather monotonous. Apart from nostalgia apparent in those works that represent 
emotionally charged narratives about the past, we can also trace the anxiety of new 
forms and interpretations, manifesting itself in the constant over-repetition of well- 
known symbols and representations. The article investigates possible reasons behind 
the unchanging character of these public artworks despite the increasing number and 
variety of procurers. 

In terms of methodology, this paper follows the author’s work on numerous smaller 
projects and draws on secondary literature, case studies, and content analysis of policy 
documents and media coverage of particular events. The article presents the memorials 
dedicated to the 1956 revolution erected in Budapest between 1989 and 2019, focusing 
on their symbolic and political dimensions as well as physical context. 
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The investigation points out that the range of procurers of public art in Budapest is 
still not varied, and the lack of expert assessment also prevents contemporary represen- 
tations. Moreover, the general public does not and cannot play a role in memorialization 
processes. The observations made in this paper suggest how this particular public art genre 
manifests nostalgia about the glorious (but failed) historical moment and anxiety of new 
forms and interpretations. 
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Introduction 


Budapest, the capital of Hungary, has an outstanding amount and variety of public 
art? (Ujvari, 2014). While scholars point out that furnishing public spaces with statuary 
is a historical tradition (Mélyi, 2010a), in the case of Hungary the representation in stone 
or marble seems to be a contemporary prerequisite of signifying and memorializing any 
historical figure or event (Wehner, 2020a). This stands in contradiction to the notion that 
public space is not the locus of consensus but of contestation and hence it is also subject to 
change (Kertész, 2020). For instance, two focal points of Budapest’s Freedom Square, which 
has an elliptical shape, are the Soviet Memorial (by Karoly Antal, 1945) and the Memorial to 
the Victims of German Occupation (by Péter Parkanyi Raab, 2014). After the inauguration of 
the latter, the subject of the earlier memorial became re-formulated and the focus became 
on the victims of the Soviet occupation as a parallel to the new commemoration, without 
transforming the physical form of the former (Pik6 et al., 2019). 

After the political change in 1989, the types of actors initiating public art projects 
became more varied: not only politicians but also artists, civil organizations, and religious 
communities could come up with their own proposals (Boros, 1994). In the case of the Hun- 
garian capital, this possibility was provided by Act XX of 1991 (1991. évi XX. torvény a helyi 
Onkormdnyzatok és szerveik, a kztdrsasdgi megbizottak, valamint egyes centrdlis aldrendeltségu 
szervek feladat- és hatdsk6reirél, 1991). As a result, without any central supervision, almost 
anyone with sufficient financial and technical resources (and connections) can install pub- 
lic artworks on the streets and squares of Budapest (Wehner, 2020a). Likewise, financial 
arrangements concerning public art projects were also modified following the political 
change. Monumental landmarks are no longer funded exclusively from the state budget. 
Instead, tenders, private contributions, or donations from commercial actors can be counted 
as equally important financial sources. The installation, removal, or transfer of any public 
artworks, including those that were donated or offered as gifts, only requires permission 
from the district or city municipality. 


1 There are more than 1,100 public artworks just in the downtown area of Budapest, which means at least 
35 artifacts per square kilometer (Schrédel, 2017). 
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As the types and amounts of financial support vary, so do the sizes of the newly installed 
artworks. In addition, the long and very centralized process of initiation and approval of commem- 
orative projects has given way to procedures undertaken on the municipal level (Boros, 1999). 
Unlike in the socialist” period, commemorative rituals are now smaller in scale, less pompous, 
attract a smaller number of participants and are not mandatory to attend (Pét6, 1994).° 

Although in the democratic system there is much more flexibility regarding the financial 
or administrative processes and the number of stakeholders, there are very few modern or 
space-specific representations. This extreme amount of public art, especially in the capital, 
does not show any variety but only creates the impression of nostalgia about the repre- 
sented historical event and a kind of anxiety to adopt modern style. This article analyses 
the possible reasons for the unchanging representation by focusing on the memorials 
dedicated to the 1956 revolution by various procurers in Budapest. The first part inves- 
tigates the “democratization” of memorialization processes by looking at the actors and 
the types of artworks, and the second one analyzes the 1956 memorials in Budapest from 
various perspectives, such as their location, procurers, and adopted symbols. The study 
aims to answer the question why the adopted symbols and materials make these memorials 
express almost only nostalgia or anxiety. 


Actors Erecting 1956 Memorials in Budapest after 1989 


The city municipality owns and maintains about 125 statues put up after the political 
change in Hungary in 1989, out of which 20% have been re-erected. Their re-establishment 
took place throughout the period under study with different intensity. During the first decade 
(1989-1999), four re-erected statues were inaugurated, between 2000-2009 - thirteen, 
and in the last decade (2010-2020) - ten. Interestingly, 60% of them originally come from 
the socialist period, and 75% were re-established in public space before 2010, when Gabor 
Demszky (member of the Alliance of Free Democrats)* was the mayor. The remaining ones, 
which are all located on Margaret Island and represent various historical figures, were 
re-erected when the mayor was Istvan Tarlés (member of Fidesz party).° Hence, there is no 
clear connection between the political affiliation of the mayor and the periods or ideologies 
commemorated in the public space of the city by re-erected artworks. 


2 This article follows the common practice of Western historiography whereby the terms “socialist” and “communist” 
are used as synonyms for the same ideological and political system that was widespread in the discussed territories 
of Europe after World War II (Roberts, 2004). 

3 While these aspects most certainly influence the role of the historical event in contemporary memorialization 
processes, the current paper focuses exclusively on the material components of memorialization. 

4 The Alliance of Free Democrats was a central-liberal party that formed the government coalition together 
with the Hungarian Socialist Party in 1994-1998 and 2002-2008. Gabor Demszky was the mayor of Budapest 
in 1990-2010. 

5 Fidesz (Young Democrats’ Party) is a (central) right-wing party whose leader is Viktor Orban; the party was in 
government in 1998-2002, and has governed since 2010. Istvan Tarlos was the mayor of Budapest in 2010-2019. 
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Considering the newly installed public artworks maintained by the urban authorities, 
45 represent historical figures, 32 are memorials that commemorate historical events, 
and there are also numerous religious works (e.g. crosses, holy trinity columns), fountains, 
and genre statues. Accordingly, it can be stated that the urban authorities initiated mostly 
historical memorials. 

Among the represented historical figures, less than 1/3 (16) were active after World 
War Il, and only 1/3 of them (6) were Hungarian: four represented cultural spheres 
(literature and music), one was a football player, and only one was a politician. Consid- 
ering historical events, the situation is seemingly opposite, as 21 works commemorate 
events of the second part of the twentieth century. However, most of them memorialize 
the fight against Soviet influence (the 1956 revolution) or the oppression of the Soviet 
system (the gulag system and its Hungarian victims). These works of public art can be 
understood as a case of counter-memorialization of the socialist period of the country’s 
history (Budapest Galéria, 2022). 

Each government in power has also influenced the formation of public spaces, especially 
in the capital (Harlov-Csortan, 2023). Decisions in this regard were sometimes occasioned 
by anniversaries. In the first period after the political change, the historical events that 
were memorialized were those that had been forbidden to remember under the previous 
political system (e.g. the victims of World War II or the 1956 revolution). Later, the anni- 
versaries of major historical events were celebrated with monuments from designated 
state budget (Wehner, 2020a). For instance, 1996 saw the celebrations of the 1100th 
anniversary of the Hungarian state (held during the government of the Hungarian Socialist 
Party), including the inaugurations of numerous statues of Saint Stephen, the first king 
of Hungary (Palffy, 2012). Several Acts provided budget for the mandatory celebration of 
that date (Act LXXX of 1992, Act CIV of 1994, Act XXX of 1996; 1992. évi LXXX. torvény 
a Magyar Kéztdrsasdg 1993. évi kdltségvetésérdl, 1992; 1994. évi CIV. torvény a Magyar 
Koztdrsasdg 1995. évi kdltségvetésérdl, 1994; 1996. évi XXX. térvény a Honfoglalds 1100. 
Evforduldjanak Emléknapjdrol, 1996). Similar top-down commemoration (both in terms of 
narrative formation and physical representation) was also the case during the Fidesz govern- 
ment on the occasion of the anniversary of the Treaty of Trianon, which brought territorial 
and population loss for Hungary. 4 June was declared the Day of National Unity (Act XLV 
of 2010; 2010. évi XLV. térvény a Nemzeti Osszetartozds melletti tanusdgtételrél, 2010), and 
the regulations provided funding for a central memorial devoted to the event (1372/2018. 
(VIII. 13.) Kormdny hatdrozat a Steind! Imre Program harmadik Utemével kapcsolatos tovdbbi 
déntések meghozataldrol, 2018). 

The government can also influence the formation of entire urban areas by initiating 
public artwork projects that define their surroundings, such as the central 1956 memorial, 
erected in 2006 (for a detailed analysis of the monument see below), or by way of require- 
ments concerning the scenery, as in the case of the reconstruction of Kossuth Square around 
the Parliament, pursuant to government decision 61/2011 (VII. 13.; 61/2011. (VII. 13.) OGY 
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hatdrozat a budapesti Kossuth Lajos tér rekonstrukcidjdrol, 2011). It is important to know 
that the government in power can shape public space in certain areas of the capital also 
as the “owner”, as in the Castle area, where not just buildings but also land around them 
is used and managed by the government. This also defines the public artworks in these 
locations and their fate.° 

A new public statue can express a symbolic connection between countries, like 
the Lech Kaczynski monument at Pope John Paul II Square, formerly Republic Square, 
proposed in 2017 (Kocsis, 2017). Another case in point is a grandiose statue of the Polish 
royal couple, Jadwiga of Poland (the daughter of Louis the Great, King of Hungary) and 
Wtadystaw II Jagietto (Grand Duke of Lithuania) by Daliuté Ona Matulaité, which was 
inaugurated in 2013 by the walls of the Budapest Castle. Proposed (and financed) by 
the Lithuanian diplomatic corps, it is supposed to express the friendly relations between 
the three nations (Poland, Lithuania, and Hungary), even though the royal couple has no 
historical connection to the location. The fate of artworks erected before the political 
change can also be influenced by the contemporary political context (Pik6 et al., 2019). 
For instance, considering the works from the interwar period that memorialized the ter- 
ritories and communities lost after World War |, only those could be re-erected that 
express the ideology of that time - namely the support for re-occupying former Hun- 
garian territories in the neighboring countries - less explicitly (the national flag or a map 
of the country with the lost territories). 

Apart from political representatives, any small group (such as residents of a particular 
street) can initiate a new public art project. Active procurers can also be found among 
non-profit civil organizations and big for-profit companies erecting imposing statues at 
their headquarters (Harlov-Csortan & Lajtai, 2018). Their proposals often aim to regen- 
erate certain locations by creating a special atmosphere, to commemorate a historical 
figure or event in public space, or to mark the location with the erected artwork. In most 
cases, it is not considered how that small group and its narrative (to be represented by 
the public artwork) relate to the broader public, who also uses the same public space 
(Nagy, 2021). Moreover, there are instances when the non-governmental initiator of 
a new public art project commissions a particular artist and design without prior expert 
assessment (Potd6, 2020). One consequence of the absence of expert coordination is that 
public artworks lost their connection with the surrounding architecture (both in terms of 
their number and physical scale) (Mélyi, 2010b). Moreover, the artists only need to meet 
the expectations of procurers, hence instead of artistic aims, more circumstantial aspects 
(such as the available budget or time) play a crucial role in the process. 

The role of experts regarding the assessment and location of artworks in public 
space evaporated following the re-structuring and re-positioning of their organizations 


6 The entire project of construction works in the Castle district planned for 2019-2024 can be found at https:// 
nemzetihauszmannprogram.hu/ 
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in the period under consideration. The Office of Fine and Applied Arts Consultants used 
to operate as a separate institute responsible for the expert upkeep and maintenance of 
the existing and planned works of public art. In 2010, the Office lost its roles, responsi- 
bilities, independence, and budget as it was incorporated into the Hungarian Institute for 
Culture and Arts,’ and later (in 2012) - into the Hungarian Creative Art Nonprofit Ltd. In 
turn, the Budapest Gallery (established in 1979 and operating as an independent entity 
from 1983), which had similar responsibilities concerning public artworks in the capital, 
became a department of the Budapest History Museum in 2012 (Budapest Févaros 
Onkormanyzata, 2021). The fate of these institutions led to the elimination of overall 
expert coordination and aggravated the situation: public art in Budapest is chaotic and 
often repetitive (Wehner, 2020a). 

Considering that after the political change in the country the category of procurers 
became quite diverse and the variety of artworks increased, one could assume that 
the scenery of public space in Budapest is rich in artistically varied public artworks. How- 
ever, this is the case only to some extent as usually there is no discussion or preliminary 
assessment before or right after the tender for a new work of this kind (Pik6 et al., 2019). 
The municipalities and the government still have a strong role in initiating public art proj- 
ects and are the ones that support and direct (even covertly) changes in public squares. 
The fact that public space is shaped by the chaotic mix of political actors (representing 
district and city municipalities as well as the government) without any expert assessment 
prevents the possibility of top-down supervision or change (Szegedy-Maszak, 2021). 


Memorials of the 1956 Revolution 


After the political change of 1989, the most numerous memorials were those dedicated 
to the 1956 revolution, when Hungarians rose up against the Soviet system and military 
presence. The short-lived outbreak was brutally suppressed and more people were arrested 
and killed during a prolonged period of repression (about four years) than during the actual 
fights. Neither the actions nor the victims were allowed to be commemorated or even 
mentioned, as the event was Officially declared a counter-revolution against the political 
system (and ideology) which was in power until 1989 (Rainer et al., 1991). 

After 1989, control over the past played an important role in legitimizing the con- 
temporary power relations as “[a]nti-communist political forces that competed for power 
aimed to present themselves as organic outgrowths of their nation’s history and portrayed 
communism as an enforced detour in the nation’s destiny” (Brunnbauer, 2012, p. 494). They 


7 The founding document of the merged institute, including its new tasks, is available at https://net.jogtar.hu/ 
getpdf?docid=A11K2320.MKA&targetdate=&printTitle=Magyar+M%C5%B1vel%C5%9I 1d%C3%AIsi+Int%C3 
%AIzZet+%C3%AISHKKZC3%AIPZ%C5%I1M%C5%B1IV%C3%AYszetit+Lektor%C3%A1tus&getdoc=1 (Magyar 
Mtivelédési Intézet és Képz6miivészeti Lektordtus alapit6 okirata, médositdsokkal egységes szerkezetben, n.d.). 
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often supported those memories and histories that alternated the former master narratives 
of the past. Similarly, they tended to influence the urban landscape and the messages 
expressed in it (Valentine, 2004). Hence, after the political change in 1989, the theme 
of the 1956 revolution could be discussed again but supposedly with a different tone. 
Indeed, one of the very first laws after the political change declared 23 October (the first 
day of the 1956 revolution) a national holiday, which also shows the significance of this 
historical event in the new era of the country. 

Urban landscapes themselves are the medium of commemoration, contestation, or 
competition, where public artworks play a role in the formation of collective memory 
(Johnson, 1995). For the 1956 memorials, a set of well-known symbols is used such as 
the national flag with a hole. The 1956 revolution is often presented in connection with 
other significant historical fights, like World War |, represented by the figure of a fallen 
soldier (Boros, 2003). By connecting the victims of the World Wars and the 1956 revolution, 
the historical relevance and importance of the latter event and its participants increase 
(Szabd, 1991), and the time difference between them becomes obsolete. These memorials 
resemble former or classical examples and do not show that both 1956 and its commem- 
oration happened recently (Gyorgy, 2000). 

Public art and its physical context are interrelated and mutually influential, particu- 
larly in locations which are historically significant (such as Corvin Square, with its genius 
loci). As a result, there are at least five central memorials and locations in Budapest com- 
memorating the events of the 1956 revolution (Wehner, 2020a); the latter have multiple 
memorials with different procurers. Most of the artworks dedicated to the 1956 revolution 
were installed by municipalities, and a handful were funded by the government or religious 
organizations (the Catholic and Protestant Churches). Moreover, some organizations, 
mainly civil ones, initiated multiple plaques in the same places over the three decades 
in focus. There are also cases where such artworks were initiated by private individuals. 
Sometimes it also happened that memorials were offered to be installed in public space, 
mainly by artists who created them. 

Apart from the municipalities, especially right after the political change, among 
the initiators of new memorials there were numerous participants of the 1956 revolution 
or relatives of the victims, acting both individually and as members of civil organizations. 
Accordingly, these memorials express both praise of the actions and sorrow for the lost ones 
(Boros, 2004). These narratives are often in contradiction with the official memory politics, 
which tends to represent magnificent and heroic characters and an overall positive image 
(Berdahl et al., 2000; Creed, 1998; Humphrey, 2002). Laurajane Smith and Gary Campbell 
emphasize that for the latter one mostly nostalgia is adopted (Smith & Campbell, 2017, 
p. 613). It is important to note that the nostalgic, romanticized notion of the past could 
never stimulate progressive artistic representation (Farkas, 2020). Hence both top-down 
and bottom-up initiated 1956 memorials in Budapest are mostly characterized by con- 
servative style and iconography. There are very few new, modern artistic representations 
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among them, even though the topic is well-researched and other types of art (such as film 
or painting) analyze various aspects of this event. 

In the city, there is a total of 137 public artworks dedicated to or connected with 
the 1956 revolution. Approximately 60 of them represent specific figures connected with 
the historical event, e.g. the leader of the Catholic Church in Hungary at the time, Cardinal 
J6zsef Mindszenthy, the politician Anna Kéthly, or the then prime minister, Imre Nagy. 
On ten memorials, the date of the revolution is clearly stated, while double as many contain 
typical symbols of the event, such as young boys who actively participated in the fights. 
There are three memorials which point to the connection between the events in Poland 
and Hungary at that time.® The same number (three) represent scenes of the revolution, 
depicting actual sites in Budapest where heavy fights took place between the locals and 
the Soviet troops. There are eight memorials which commemorate both the victims of 
the two World Wars and the 1956 revolution. In these cases, no new artworks were 
installed, only names were added on the plaques. 

Less than a quarter of Budapest’s memorials dedicated to the 1956 revolution (33) 
can be named symbolic. Fourteen of them use symbols of grieving that can be seen on 
gravestones, such as the cross, the kneeling angel, or the eternal flame. Sorrow over the lost 
revolution is also expressed using natural elements, such as the weeping willow tree 
(four cases). Five memorials represent revolution or fight without using any date-specific 
details. There are only ten non-figurative, modern, and abstract artworks commemorating 
the historical events. 

According to many scholars, the statue of Imre Nagy, the prime minister of the 1956 rev- 
olution (by Tamas Varga, 1996), was an exception when it was situated between Freedom 
Square and the Parliament. Partly due to this positioning, it represented a figure who was 
not exclusively heroic. After its relocation to the exact place where the cubist-style rep- 
resentation of Karl Marx and Friedrich Engels once stood at Margit Bridge (2019), Nagy’s 
monument lost its meaning and symbolic content and became almost a genre statue 
(Németh & Ungvary, 2020). 

Apart from the location, other factors that influence the appreciation of public 
artworks include their historical and aesthetic significance. These aspects can enhance 
or diminish the intended or perceived meaning or interpretation of the artifact (Weh- 
ner, 2020a). In the case of the central memorial of the 1956 revolution installed at its 
50th anniversary, we can observe the degradation of significance caused by changes in 
its physical surroundings. The memorial is located at the former Parade Square, where 
the oversized Stalin statue used to stand before it was torn down on the first day of 
the revolution. The memorial was designed by a group of young artists (l-Ypszilon 
group, 2006) and consists of 2,006 columns of growing height, which form a wedge 


8 The first mass gathering at the very beginning of the Hungarian revolution aimed to express solidarity with 
Poland. 
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with an angle of 56 degrees (the numbers symbolize the dates). The ultimate height of 
the wedge is the same as that of the former Stalin statue on a pedestal, and the artifact is 
intended to symbolize the united mass of people who rose against the occupation together 
(Boros, 2006). Today, the site is no longer a square and the memorial stands between two 
wings of the newly built Ethnographical Museum. The surroundings became “crowded” 
and in this way the significance of the size of the memorial (alluding to Stalin statue in 
a huge empty square) has been lost. The highly abstract representation was criticized by 
many (“Az 56-osok Emlékmti az 56-os téren (Gyurcsany Vaskeféje)”, 2013; Rab, 2005) and 
even a kind of counter-monument, a classic representation (by Robert Csikszentmihalyi, 
Istvan Faskerti and Robert Schilling, 2006), was installed in another significant location 
on the Buda side (J6zsa, 2018). 

As can be observed, the 1956 memorials display strong attachment to “classical” 
symbols and even a denial of new representation and style. This can be attributed to 
the dominant taste of their initiators (Wehner, 2020a) and a clear, long-established concept 
of this historical event. The unchanging representation of the 1956 revolution indicates 
that the artifacts in question do not involve reflection on their contemporary context or 
presentation of the contemporary findings on and understanding of the past (Mélyi, 2022). 
Hence a kind of insecurity can be identified as regards facing, engaging, and discussing 
the past publicly even after more than three decades of democratizing the country, which 
is also a challenge to passing the memory of the 1956 revolution to the contemporary 
public and future generations (Senie, 2008). 


Conclusions 


Most of the public art projects implemented in Budapest after the political change 
are memorials, and they are mainly didactical, propagandistic, conventional, routine 
works (Wehner, 2001, 2020a). In order to find out the possible reasons for this, the 1956 
memorials were investigated in more detail. Considering that they are a new category, 
which developed at the time of the political change in the country in 1989, they could 
have formulated new, modern symbols or representation style. These memorials combine 
personal and official memories, and they were often procured by witnesses of the historical 
events. The aims and the topics of 1956 memorials, which can be found in particularly 
large number in Budapest (Illés, 1987; Wehner, 2020b), express the tastes and views of 
the initiators. 

It is important to note that, as it is in 2022, the majority of all public artworks 
in Budapest are those installed and owned by the municipalities (both city and district),’ 


9 Fora full list of these public artworks see https://budapestgaleria.hu/_/kozteri-muveszeti-osztaly/muvek 
-budapesten/ (Budapest Galéria, 2022). 
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which means that other potential actors have had a smaller role in shaping the scenery of 
the city. In the case of properties owned by local municipalities or private owners, the city 
municipality has no power to influence the formation of public space: the regulations only 
require expert assessment of the artwork in question, which should be submitted before 
the object is installed (Act XX of 1991; 1991. évi XX. térvény a helyi Gnkormdnyzatok és 
szerveik, a kéztdrsasdgi megbizottak, valamint egyes centrdlis aldrendeltségu szervek feladat- és 
hatdsk6reirél, 1991; Mélyi, 2010a). Numerous scholars point out problems regarding this 
condition. Firstly, it is not specified what an expert assessment is, and, secondly, who can 
provide such a document. 

Another problematic aspect is the lack of consultation between district municipali- 
ties, which has created confusing scenery, especially in the border areas of the districts 
(Wehner, 2020b). The ownership and location of public artworks can further complicate 
the situation regarding their maintenance. There are statues owned by the city municipality 
but located in public spaces owned by a district municipality and vice versa. In such cases, 
the use of public space for renovation works incurs extra fees for the “owner” of a given 
public artwork (Budapest Févaros Onkormanyzata, 2021). 

Apart from the procurers, another factor that can, at least in theory, influence the urban 
scenery is the reaction of the target audience: the general public. Based on the fact that 
there has been no major public reaction against the numerous public artworks in “classical” 
style, the expectations of the general public in Budapest are claimed to be conservative. 
This is apparent also in the neglect of the few contemporary memorials. Likewise, there has 
not been any public event regarding the removal or transfer of a monument (e.g. the Imre 
Nagy statue). Hence, even decades after the political transformation of the country, in most 
cases the public does not contribute to the formation of public space (Farkas, 2020). Many 
scholars (such as Jozsef Mélyi, Katalin S. Nagy, Edit Racz, or Tibor Wehner) point out that 
the inadequate fine art education (especially regarding contemporary art) (Farkas, 2020) 
and the importance of language over visual representation to express Hungarian culture 
and identity are factors of the general public’s conservative taste (Palffy, 2012). 

However, it is important to note that even if the general public does not like a proposed 
public art project, there is no forum or process through which ordinary people could express 
their opinion (Kertész, 2020). James E. Young emphasizes the importance of the processual 
approach to public art projects, which should involve consultation with the public and 
complex research before decisions are made (Szegedy-Maszak, 2021). One case where such 
an approach has been adopted in Budapest is the currently developed public art project 
commemorating victims of wartime rape: it involves research, international discussion, 
and open public debate (Petd, 2021). 

Realizing these challenges, the city municipality plans to submit a proposal to the gov- 
ernment regarding the modification of the existing processes and their legal framework 
(at the time of this research, in 2023-2024). The planned goals are: to foster cooperation 
and communication between district municipalities, to coordinate and jointly develop 
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future plans and tasks, to (re-)establish a central expert committee that would formulate 
requirements for quality assurance with the involvement of the general public, and to orga- 
nize festivals and events dedicated to contemporary and land art in Budapest. Whether 
such a proposal is accepted and implemented, and whether it is going to be effective, are 
subjects for future investigations. 
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Niezmienne sposoby reprezentowania powstania 
wegierskiego 1956 roku w sztuce publicznej Budapesztu 


Abstrakt 


Wegry, a zwtaszcza ich stolica, Budapeszt, styna z ogromnej liczby dziet sztuki publicznej. 
W przeciwienstwie do ich imponujacej ilosci i roznorodnosci stosowane techniki wizualizacji 
sa raczej monotonne. Oprécz nostalgii widocznej w dzietach, ktore reprezentuja natadowane 
emocjonalnie narracje o przesztosci, mozna takze dostrzec obawe wobec nowych form i inter- 
pretacji, objawiajaca sie ciagtym nadmiernym powtarzaniem dobrze znanych symboli i przed- 
stawien. Artykut analizuje mozliwe przyczyny niezmiennosci charakteru dziet sztuki publicznej 
tego rodzaju pomimo rosnacej liczby i zr6znicowania ich inicjatoréw. 

Pod wzgledem metodologicznym artykut stanowi kontynuacje prac autorki nad wie- 
loma mniejszymi projektami i opiera sie na literaturze przedmiotu, studiach przypadkéw 
oraz analizie deklaracji programowych i relacji medialnych dotyczacych poszczegdélnych 
wydarzen. Autorka prezentuje pomniki poswiecone powstaniu wegierskiemu 1956 roku 
wzniesione w Budapeszcie w latach 1989-2019, skupiajac sie na ich wymiarze symbo- 
licznym i politycznym oraz kontekscie fizycznym. 

Jak wynika z przedstawiongj analizy, spektrum inicjator6w sztuki publicznej 
w Budapeszcie nadal nie jest zroznicowane, a brak fachowej oceny rowniez uniemozli- 
wia zastosowanie wspotczesnych metod reprezentacji. Co wiecej, ogdt spoteczenstwa 
nie odgrywa i nie jest w stanie odgrywac jakiejkolwiek roli w procesach upamietniania. 
Obserwacje poczynione w artykule wskazuja, jak w przedstawianym gatunku sztuki 
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publicznej przejawia sie nostalgia za chwalebnym (cho¢é nieudanym) momentem histo- 
rycznym oraz obawa wobec nowych form i interpretacji. 


Stowa kluczowe: upamietnienia powstania wegierskiego 1956 roku; Budapeszt; sztuka 
publiczna; rok 1989; postsocjalizm 
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